The study focuses on the reception of the opera Antigona by Giuseppe Maria Orlandini from its premiere in Venice in 1718 to the productions in Breslau 1728 and Brno 1736. On the basis of newly discovered unique sources (a libretto from 1728 in the Moravian Museum Brno, the score in the Czech Museum of Music Prague, the score of the premiere version in the library of San Francisco State University, reviews in the contemporary press) changes which the work underwent on its way across Europe are presented, and the problem of the aesthetic categories of the pasticcio, in the context of Transalpine production of Italian opera seria, is restored.
is entitled Verzeichnis aller welschen Opern, welche von 1725 bis 1734 auf dem breslauischen Schauplatz vorgestellet worden sind and was written by Johann Georg Hoffmann, a local organist, who played second harpsichord in the company; his personal testimony is therefore immensely valuable. Hoffmann not only mentioned the titles of the operas, but also the names of the authors of both the music and the librettos, the names of the members of the company and, in a few cases, also the voice characteristics of the soloists.
The list of operas performed in Prague is available in a monograph by Freeman, while the repertoire of the Viennese Kärntnertortheater is currently researched under the ÖEAW project led by Andrea Sommer-Mathis. 10 The Moravian librettos have been the subject of my research over the last few years; a catalogue of them is scheduled to be published by the end of 2019.
Documents related to the music itself are much sparser. This is due to the fact that librettos used to be published in hundreds of copies and were often kept as keepsakes of opera performances, while the manuscript scores and parts were performing material, which lost their purpose after use. The music collection of over 40 scores from Jaroměřice, recently identified by Jana Perutková, is an absolute exception;
11 only a few items survived from the other Central European centres of Italian opera.
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Each and every source, that can add information about the spread of Italian opera beyond the Alps, is therefore very important. This is the case of the libretto and score of Orlandini's Antigona vendicata, performed in Breslau in 1728, which were recently found in Czech musical institutions. A comparison with other sources revealed that this item is a truly interesting testimony to the treatment of an Italian opera in Central Europe, and may reopen the question of the authenticity of the aesthetic perception of opera pasticcio in the eighteenth century.
Orlandini's Antigona to a libretto by Benedetto Pasqualigo premiered in Venice at the Teatro S. Cassiano in 1718. 13 Giuseppe Maria Orlandini (1676-1760), the maestro di cappella to the Duke of Tuscany, ranked in his day among the most influential authors of Venetian opera, and his name is actually enciphered (besides Vivaldi and Porta) in the title page of Marcello's satirical treatise Il teatro alla moda.
14 Antigona was one of Orlandini's most successful operas, as is also evident from the fact that Venice saw it 10 SOMMER-MATHIS, Andrea. Die Anfänge des Wiener Kärntnertortheaters zwischen deutschprächiger Stegreifkomödie und italienischer Oper. Divadelní revue, 2015, vol. 26, pp. 139-152. 11 PERUTKOVÁ, Jana. Der glorreiche Nahmen Adami. Johann Adam Graf von Questenberg (1678 -1752 als op. cit., 12 Issipile and Andromaca by Antonio Bioni are two operas known from Breslau (see ČERNÁ, Zuzana. Antonio Bioni and His Compositions Preserved in Kroměříž Archive, Musicologica Brunensia, 2017, vol. 52, no. 2, pp. 217-242.) ; to identify part of Vivaldi's opera Argippo see MACEK, Ondřej. Vivaldi's Prague Opera Argippo and its Reconstruction, In MACEK, Petr -PERUTKOVÁ, Jana (edd. Opera and Related Genres, 1660 -1760 , Stanford: Stanford University Press, 2007 14 "Si vende nella strada del corallo alla porta del palazzo d 'Orlando." four times a few years apart. The second staging of Orlandini's opera took place at the 1721 carnival at the Teatro S. Angelo, 15 and the third in the autumn of 1724, again at the Teatro S. Cassiano. 16 The piece was made into a spoken play, performed as Antigona in Tebe in Venice's Teatro S. Samuele, in 1722. 17 For the purposes of a play, the libretto was rewritten, and the original five acts were made into three, but the distribution of scenes was preserved. The play was extended by a musical prologue and intermezzo. 18 The carnival in 1723 sees the performance of the opera in Pesaro as adapted by Agostino Tinazzolli. 19 Another two versions of the opera were presented in 1727. For the Torino carnival production, Orlandini changed most of the arias "for various reasons", as indicated in the printed libretto. 20 Substantial alterations were made for the Bologna summer production. The opera was renamed La fedeltà coronata, and the libretto now had three instead of five acts (the division differed, however, from the 1722 spoken play). 21 The piece was significantly changed, especially the second and third acts; only five remained in place out of the original musical numbers.
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Antigona soon found its way beyond the Alps, conquering the Brunswick stage as early as 1724. 23 Here it was also divided into three acts, with the musical numbers literally copying the first version in Venice. The Duke's court housed other two performances of the opera, the first in Wolfenbüttel in 1725 and later in Brunswick in 1732.
Following the Breslau production in 1728, the opera was played by the company of Angelo Mingotti at the 1736 carnival in Brno. 24 The title was changed to Antigona in Tebe, but the name Die gerochene Antigona in a parallel German libretto indicates that the opera had arrived here from Breslau. The performance was dedicated to Count Johann Adam of Questenberg. As this major Moravian musical patron was close to Silesia, he often had librettos and musical instruments sent over from Breslau. 25 It is therefore possible that he himself procured the opera. Other possibilities, however, are also conceivable, for example, thanks to one of the solo singers Giuseppe Nicola Alberti, who appeared in both the productions (see Table 2 ). The relationship between the two versions cannot be clarified in detail as the Brno libretto was sadly lost. The last production of Orlandini's opera that we know of, was held in Vienna in 1741, again in an altered form with several new arias.
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Until recently, only one music source of Orlandini's Antigona was usually mentioned: a score stored in the British Library. 27 The source, however, did not belong to the Venice 1718 version, as is often alleged; it is Orlandini's second version La fedeltà coronata. This is evident both from the analysis of the text (the opera has three acts, and the arias match the Bologna 1727 libretto) and the vocal cast inscribed on the title page.
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The other source is described by Eleanor Selfridge-Field in her New Chronology of Venetian Opera. 29 It is a score now stored in San Francisco, including arias from Antigona, mostly entitled with the name of the composer and with "San Cassiano terza" (order of operas in Venice carnival staggiona). Musical numbers are not written continuously, but each in a separate folder; the order was jumbled during the binding (see Table 3 ). It is complete music to the opera excluding the recitatives and choirs, not just "nearly all arias", as stated in the RISM catalogue entry to this source. Two proofs confirm that it is the score to the first production in Venice in 1718. The first is the aria Stelle oscure io non v'intendo, replaced in all the subsequent versions. Secondly, the source includes the ballet parts, while the ballets were substituted by intermezzos in the second and third Venice productions. The libretto was dedicated to Count Albrecht Christoph Dohna-Schlobitten (1698-1752), the owner of the mansion Wartenberg, located not far from Breslau (today Syców). The undated dedication is signed by the impresario Santo Burigotti. According to the book plate, the copy of the libretto originated from the library of Count Ignaz Dominik Chorinsky, a prominent Silesian music patron of the second half of the eighteenth century.
This libretto was definitely connected with an anonymous score entitled Opera del'Antigona, which comes from the music collection of Chotek's Castle of Kačina and is now stored in the Czech Museum of Music in Prague (see Fig 2, 3) . 33 The score came to the collection before the beginning of the 19th century because it is recorded in one of the Kačina inventories (see Fig. 4 ). 34 The score is transcribed by one copyist 33 Cz-Pnm XLI D 1, stará sign. Kl. IV. 824. A one-volume score, 305x235 mm, 76 fol., bound in red-blueyellow marbled oil paper, corners in brown skin decorated with three carvings. Spine: seven bindings, ink n. LII on the spine, labels with old signatures on the cover: "Kl. IV, 824", "28", "49". A mint of the Chotek coat of arms in the centre of the cover. Title page (fol. 1r): "Opera | del'Antigona".
hand on a single type of paper with a "shamrock" watermark (see Fig 5) . The Breslau provenance was confirmed through a copyist analysis. 35 The source contains complete musical numbers of the Breslau libretto, with one exception -Evalco's aria Fiumicel, che scarsa l'onda. The arias are entered in the wrong order. The distribution of the copyist folders nonetheless indicates that they were not copied separately but altogether, and their order must have been jumbled already in the original. 36 There is one page with the bass part, identified as the first movement of sinfonia (fol. 76r), in the final part of the score. Numerous errors in the Italian text suggest hasty copying. Errors also occur in the organisation of the acts: the title "Atto seconda" [!] is inserted between the first and the second aria of the second act (fol. 18r), "Atto terzo" is then put before the closing aria of the third act (fol. 35r), and the latter is followed with the inscription "Fine" which should only be placed after coro finale (fol. 37v).
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The newly discovered sources reveal the form in which Orlandini's Antigona was produced in Breslau. The opera was divided into three acts, like in Brunswick and Bologna, but no other affinity with either of the two versions can be established. Out of all the previous versions it is closest to the Venice 1724 version. This can be clearly determined from the aria Del mio amor l'auree catene, which appears only in this one version, and also from the end of Scene 7, Act 3 (corresponds to Venetian V/1). In terms of the layout of scenes and arias, the Breslau opera follows the 1724 version, with the exception of the moving Antigona's aria Poiche il dorso al mar flagella from Scene 6 to 12 of Act 1 (in Venice it corresponds to Scene II/6).
As the score of the 1724 Venetian production has not been preserved, only the relationship to the 1718 premiere version has been subject to analysis. Likewise, the analysis only focuses on the arias because the recitative parts have not been preserved in either of the relevant sources. A comparative view of the Breslau score with the premiere score stored in San Francisco reveals a recurrence of two types of changes: transpositions and substitutions of arias (see Table 4 ). Amendments within the arias occur exceptionally, this in the form of a number of deletions and one inserted ritornello. All of these amount to changes in the musical structure and suggest no simplification of the singing parts.
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Part of these changes naturally result from alterations in the cast of the singers (see Table 2 ). The role of Antigona was performed by Chiara Orlandi, a member of the Table 4 .
37 This may suggest that the copy was only made on the basis of individual arias and not the opera as a whole.
38 In the aria Tace il labro, e parla il ciglio, a ten-bars ritornello is inserted before the A section, this probably due to the fact that the aria begins directly with solo singing. In the aria O sul soglio, o a vostri altari, the last 7 bars are missing. This also seems to be an error as it makes the B section's closing illogical in terms of the music. Deletions occur within arias Pensa al regno (11 bars), Versero dagli occhi il pianto (3 bars) and Fremi pur, pensa, e consiglia (16 bars).
Breslau company since its very foundation in 1725. 39 Mattheson called her "eine Altistin", his judgement is confirmed by the definition of the voice register in the Breslau score. 40 Three of her arias have remained unchanged (I/8, I/12, II/2), two were then transposed down by one second (II/10, III/6).
The role of the tyrant Creonte was sang by the tenor Giuseppe Nicola Alberti, himself a member of the Breslau company since 1725. Later he performed with Orlandi at other places around Central Europe. 41 Apart from his career as a singer, he was also devoted to composing. The only new aria added for his role, Pur ch'io salvi e vita, e regno, is written in bass cleff. With a voice range defined as B -f 1 it is not very different, however, from the rest of the role (one of the original arias Fu di re comando allora is defined as B -g 1 ). Similarly, the role of Giocasta is based on Orlandini's original: out of four arias, three are transposed and one substituted altogether. The transposition down by a fourth (fifth respectively) followed the need to amend the original soprano role for alto singer Barbara Bianchi. 42 The header in the score "Del Sigr. Finazzi" generously reveals the name of the author of the new aria (see Fig 6) . The two remaining roles have little to do with Orlandini's original. The minor role of Evalco was performed by Chiara Ferri. 50 Her both preserved arias were composed again by Giovanni Dreyer, as the printed libretto suggests. The second of the two, Dona tempo al gran consiglio, is composed of a new text (Orlandini's original has the aria Se a teso lino alato pino in its place, the 1724 version did not have it at all). 51 The third aria Fiumicel, che scarsa ha l'onda is recorded in the Breslau libretto, however, it is not included in the score.
The last role, that of the shepherd Ormindo, was performed by the company's impresario Santo Burigotti. 52 In the Italian versions as well as in the later Brno version, the role was written for a bass voice and it therefore remains unclear why its only aria Nacqui ai boschi, e son pastore is written in the soprano cleff in the Breslau score. If this piece of information is relevant, and as there are no records of any other casting of Burigotti and we know for certain that he was not a castrato, we must assume that he performed the role in falsetto. It is possible, however, that the records in the score are only partly relevant and that the aria was in fact sang by Burigotti in his natural voice register (tenor or bass).
The non-corresponding voice register with this aria and the above-mentioned Creonte's Pur ch'io salvi e vita, e regno suggests that at least some part of the new score may have been borrowed from operas written by other composers: preservation of the cleff can be considered as a result of mechanical transcription. Such an explanation is further supported by the fact that a number of the operas staged in Breslau were explicitly presented as pasticcios; in the libretto of La costanza di Griselda, the names of the respective authors are printed next to the arias they composed. 53 Unfortunately, the research carried out in the RISM incipit catalogue, with the objective of finding concordances of new arias in the Breslau Antigona, has not produced relevant results. This is largely due to the fact that, with operas from the eighteenth century, the catalogue mainly reflects only sinfonia, opening recitative and the incipit of the first aria.
With the following lines, I will try to characterise different types of changes and suggest the reasons that may have motivated these. The first type of changes, where different voice registers of soloists led to the transposition of existing music or creating of new arias, can be identified as practical. It was conditioned by the personnel capacity of the given opera company and based on the local conditions. In the work subjected to our analysis, it is manifested in the transposition of both female roles and the expansion of Giocasta's role by a new aria A un balen del ciglio amato. Additional types of changes was music-related. The reason behind these types of amendments was, above all, respect for the wishes of the soloists. This reason is traditionally considered the most common principal cause for composing pasticcios, with singers insisting on integrating their favourite aria into another opera. The opera in question is a combination of the "dictates of music stars" and the creativity of the local composers. Concerning the role of Osmene, the singer Giovanni Dreyer composed arias for his own voice, while the role of Evalco probably allowed for a greater dramaturgical freedom given that it was a minor role. The composer's respect for Orlandini's original version also manifests itself in the fact that the original key is preserved in all arias (see Table 4 ).
The fact that music for the two roles was written by another composer is acknowledged in advance in the printed libretto. This process was common at the time in Italian opera: arias written by foreign authors were announced in the libretto headers, further in the text of the libretto they were mostly marked with asterisks ("stelletta").
Apart from the above-mentioned changes, considered rather common and arising from practical or musical reasons, the score includes at least three new arias with no marking of specific authorship: Naqui ai boschi, e son pastore (Ormindo, II/5), Pur ch'io salvi e vita, e regno (Creonte, II/11) and Per sperar ardo d'amore (Ceraste, II/12). We may also count in the above-mentioned aria A un balen del ciglio amato (Giocasta, I/9): if it had been included in the opera during the preparation process, Finazzi's name would have been printed in the libretto (as was the case with Dreyer). All of these arias are newly underlaid with the text from the original libretto, which was not all that common in the period context. Normally, pasticcios consisted of adapted arias including the text, which was possibly slightly paraphrased to fit the new dramatic situation.
The presence of the four newly inserted arias suggests that the Antigona score preserved in Prague, represents the very last version of the opera, which includes the changes that 1) were made while preparing the production and are captured in the printed libretto, and 2) those that were added later during the repeats of the opera. The meticulous adherence to the original texts combined with new music demonstrates the effort to meet the original dramaturgical intention.
This hypothesis can be proved by a historical source that has escaped the attention of scholars dealing with Italian opera in Central Europe (the last to work with the source was Borcherdt). It is Schlesischer Nouvellen-Courier, a bi-weekly published in Breslau as of 1708. The "Home section" typically included news from the local theatre: the periodical provided news about productions, vocal solos, ticket prices and such. It is an excellent picture of the opera of a small German town in the first half of the eighteenth century, and it is only unfortunate that it does not cover the entire time the Italian company spent in Breslau -three whole volumes and some other issues are missing.
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The production of Antigona was discussed in the news on several occasions between 54 SCHIERSE, Bruno Bernhard. Das Breslauer Zeitungswesen vor 1742. Breslau: J. U. Kern, 1902, pp. 10-12. The journal was studied on microfilms borrowed from the Mikrofilmarchiv und Mediathek, Staats-und Universitätbibliothek Bremen. The missing issues lost in Borcherdt's day have not been found. Unlike Schiers, we only found incomplete issues covering 1731-35 and 1738-40 What does this authentic historical evidence say? Nothing less than instead of practical or musical reasons, the new music was incorporated into the existing opera simply for a change to refresh the audience. This approach to an opera piece, altering some of the music in order to revive the waning audience interest, could be (rather topically) termed commercial. In the above-mentioned journal, many other examples can be found.
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This historically authentic perspective of viewing subsequently added music, composed by someone else as enrichment and not a contamination of an opera piece, so- mewhat undermines the modern concept of the aesthetic category of pasticcio as an inferior opera genre of the eighteenth century. It is essential, however, to realize that this pejorative view stems from the very etymology of the term. "Pasticcio" was first used by Johann Joachim Quantz in his 1755 Lebenslauf as a supposedly authentic designation used in Italy for an opera "jumbled from arias of varied masters". 60 Quantz's statement, however, reflects his modern aesthetic view and illustrates the changing attitude to the autonomy of a music-dramatic work around the mid-eighteenth century. In the Baroque period, pasticcio was seen as an equal counterpart of the newly created opera, and combining the music of different composers was appreciated for the high variety of taste. 61 As established by Reinhard Strohm, the salary composers received for pasticcios was the same as for new music, regardless of whether they consisted of portions of their own earlier works ("self-pasticcio") or of other composers. 62 It is no coincidence that a significant share of pasticcios were found among operas by such masters as Antonio Vivaldi and George Frideric Handel -who, in addition to composing, also made a living as opera entrepreneurs and were well aware of the power of success with the audience. 63 The pasticcio also played an important role in the production of transalpine opera companies for practical reasons, because arias were easier to handle on travels compared with entire files of opera scores. Above all, however, using well-established music from other sources was deemed a guarantee of quality and success. The policy of 'the very best of' is, after all, timeless; it certainly is deserving of attention for helping promote Italian opera around Europe.
Translated by Eva Černínová and Barbora Čermáková. 
